LEWI Working Paper Series is an endeavour of David C. Lam Institute for East-West Studies (LEWI), a consortium with 28 member universities, to foster dialogue among scholars in the field of East-West studies. Globalisation has multiplied and accelerated inter-cultural, inter-ethnic, and inter-religious encounters, intentionally or not. In a world where time and place are increasingly compressed and interaction between East and West grows in density, numbers, and spread, East-West studies has gained a renewed mandate. LEWI's Working Paper Series provides a forum for the speedy and informal exchange of ideas, as scholars and academic institutions attempt to grapple with issues of an inter-cultural and global nature.
Hong Kong popular artists and audiences, and contribute to its growing sense of cultural identity -how locality emerges in the context of a global culture and how global facts take local form.
Firstly, I attempt to propose a conceptual framework for understanding the cultural dynamics of popular music in terms of the discourse of globalisation and localisation. Secondly, I will consider local practices of musical consumption and production. Thirdly, this paper will discuss the impact of the global entertainment business on local popular music. I conclude with a summary of the effects of the interaction between globalisation and localisation on Hong Kong popular music.
A Framework of Analysis: Globalisation and Localisation
In this paper, globalisation, which generally implies westernisation and the Asianisation of Asia, is often posited to be a culturally, economically, technologically and socially homogenising force in the distribution of music; whilst localisation refers to the empowerment of local forces and the (re)emergence of local music cultures. These two notions of globalisation and localisation seem 1 Popular Music has accepted this article for publication that will be appearing in Volume 22 No 2. 1 to be mutually contradictory to each other, posing a fundamental dilemma for the understanding of the transformation of popular cultures into global forms. The debate between globality and locality, or between homogeneity and heterogeneity in globalisation discourse, could be regarded as a product of similar antagonisms in the literature of development concerning theories of modernisation, dependency and world systems. Although there is no clear definition or model of globalisation (Hirst & Thompson 1996) , its discourse attempts to theorise the phenomenon in terms of the temporal and spatial compression of human activities on the globe, to recognise, explore, and explain the interaction and interdependence of economics, politics and cultures beyond local, regional and national boundaries, and to predict possible influences on human activities (e.g. see Featherstone 1995; Comeliau 1997; Poisson 1998; Jones 1999; Crawford 2000; Croteau & Hoynes 2000) . Cohen (1995) suggests that locality could be most usefully used in popular music studies 'to discuss networks of social relationships, practices, and processes extending across particular places', and to draw attention to interconnections and interdependencies between, for example, space and time, the contextual and the conceptual, the individual and the collective, the self and the other (p.65). In this respect the local is defined by reference not only to a community, but also to a shared sense of place within global culture.
Globalisation promotes the meeting of musical cultures, whilst simultaneously encouraging regional differences.
Local popular industries perceive their potential audience in international terms, and 'local' pop markets are now awash with global sounds, since, as Wallis & Malm (1984) maintain, globalisation encourages popular musical practices to look towards global styles for possible inspiration, whilst also looking inwards to (re)create national music styles and forms. For decades, critics have depicted the international circulation of American and British pop as 2 cultural imperialism. Yet US-American and British youth have increasingly been shaped by Asian cultural imports, such as 'Sweet and Sour Chicken', 'Spring rolls', 'Ginger Beef', and 'Peking Duck' in their local Chinese restaurants, to the point at which 'Chicken Marsala' has now replaced fish and chips as the most popular take-away meal in the UK. On the other hand, variations also exist in the interpretation of East-West food and the fusion of flavours and cooking styles may make the dishes more exciting, such as East-west combinations like 'Peking Duck and Chips' and 'Chicken Tikka Masala'. These dishes are not only the creation of AsianWestern food combinations, but are also symptomatic of processes of cultural assimilation.
Similarly, there is widespread recognition of the willingness amongst popular musicians 'to create novel forms that express a widespread experience of dislocation' (Jenkins 2001, p.89) .
For example, contemporary Afro-pop sometimes combines the 'electric guitars of Western rock and roll with melodies and rhythms of traditional African music', whilst western rock drummers have long adopted 'a tradition from Africa whereby the sounds of different drums are combined' (Croteau & Hoynes 2000, p.333) . Jenkins (2001) describes such musical eclecticism as the product of 'third-culture' youths, who fuse elements from mixed racial, national or linguistic backgrounds. Although the big international music companies affect local production, their markets are also influenced by particular local cultures. So, globalisation signifies more than environmental interconnectedness, and the meaning of musical products with global features strike at the heart of the major social and political issues of our time. This is how Bennett (1999) represents the attempts to rework hip hop as a localised mode of expression by Turkish and Moroccan youth in Frankfurt.
Economic globalisation is often considered to undermine the local foundations of the popular culture industry. http://www.grayzone.com/ifpi61201.htm). Furthermore, the international division of labour and the global circulation of commodities have ensured that processes of production and consumption are no longer confined to a geographically bounded territory. Consequently, economic globalisation has been characterised as the 'deterritorialization' (Appadurai 1996) or 'denationalization' (Sassen 1996) of nation-states. Global economic forces 'reside in global networks that link different nations and cultures in profit-maximising webs of production', leading to the transformation of all sectors of all state economies and their mutual accommodation in the global context (Crawford 2000) . Negus (1999) maintains that the 'global market' is a concept that has to be constructed in a particular way to target 'the most profitable categories of music within the recording industry' (p. 156). However as we have seen, the (re)emergence of local cultures competes with global factors in a process that Morley and Robins (1995) refer to as the 'new dynamics of re-localisation' in the attempt to achieve 'a new globallocal nexus, about new and intricate relations between global space and local space' (p.116). Levitt (1983) Anderson (1983) suggested that the nation depends for its existence upon a sense of social-psychological affiliation to an 'imagined community', which was facilitated by the emergence of the mechanical printing press and consequent capital investment (Negus & Roman-Velazquez, 2000, p.330 Economic globalisation always has cultural effects on the localisation of popular music.
The author will describe Hong Kong popular music within the framework of globalisation and localisation. Whilst I intend 'Hong Kong singers' to imply those that sing in Cantonese and/or Mandarin, most of their albums are produced only in Cantonese; I intend 'Canto-pop singers' to imply those who sing entirely in Cantonese.
Localisation and Hong Kong Popular Music
The localisation of Hong Kong popular music involves a struggle for Cantopop to build a sense of its own authenticity in order to supercede English pop and Mandarin pop. The music referred to by 'Cantopop' needs to be heard as not merely commercial, but driven by some shared creative urge on the part of the people who produce and consume it: it needs to be heard as both Gold Songs Awards' from 1978, which is for composers and text writers as well as singers, and has played an important role in stimulating standards of local music production. At the turn of the 1980s, a similar trend of localisation was furthered by Commercial Radio (CR). Its popular music channel, CR2, was once described as the English song channel, but when Winnie Yu was appointed General Manager in the mid-1980s she implemented a policy of promoting local
Cantopop for twenty-four hours a day, as a result of which it accounted for about 90 percent of the music programmes by December 1988 (see Choi 1990B, pp. 537-564; Chao 1995, p.12 Tse, in particular, are described as 'character Canto-pop', meaning musicians working in an atypical style (Mok 2001) . Recently the EEG has been successfully promoting two local girls, called Twins, and they recently scored a platinum disk by selling 50,000 copies in three weeks (Chow 2001B Faye Wong recorded a new series of commercials for the Japanese cellular phone company JPhone, and was also the lead actor in a prime time Japanese television drama series on Fuji TV, for which she sang the theme song. EMI has released a Japanese version of her album Fable with two bonus tracks, 'Eyes on Me' and Faye's first Japanese song, a cover of 'Chanel'. 
Conclusion

